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Performing in Corso Palladio 
 
 
Eleni Tracada 
 
 
 
 
Several authors like Christopher Alexander and Nikos Salingaros are often fascinated 
by the dynamism of the urban fabric of many historical cities around the globe.1 It is 
evident that urban fabric contains all life synergies of large numbers of human beings 
living and acting together. During the processes of selection of particular spaces to 
make them their places to live and perform their acts of life, human beings flow 
inside and around buildings in harmonious ways. There is evidence of a perpetual 
play of human flows along pathlines, which not only act as catalysts for shaping 
cities, but are also able to preserve their wholeness by securing a durable status of not 
separateness. If wholeness suffers from sudden cracks and negative openness of the 
urban fabric, as a result, also human life suffers from incoherence and uncertainty, 
and especially when people with physical and mental impairments try to make sense 
of the place in which they have to move and act. 
The author of this paper also supports the argument that architecture may affect 
humankind positively or negatively through its structural order. Architecture of 
historical buildings is admired and cherished because of systematic patterns which 
are repeated harmoniously and reflected in their construction. In earlier papers the 
author has also affirmed that, since architectural structural orders entail that forms be 
partitioned in an explicit way and presented in a variety of scales, laws for structural 
order do not only lie behind architecture, but also derive from both physics and 
biology (laws of nature). Christopher Alexander advocates a set of geometrical rules 
that govern architecture, resulting from principles of biology and physics.2  Thus, 
architecture can be condensed into a set of rules that are affiliated to the laws of 
physics, also named as laws of nature; architecture follows well defined formulas 
of  thermodynamics in which human input plays a key role in the processes of 
urban placemaking as well.3 Structural order of a variety of architectural emergences 
 
1 In numerous publications and talks, Prof. Nikos Salingaros refers to Christopher Alexander theories to explain not 
only how urban fabric should be developed according to natural laws, but also he sets guidelines for us to follow 
in order to achieve what in the 1980s Alexander defined as the “timeless way of building” in C. Alexander, The Timeless 
Way of  Building, New York, Oxford University Press, 1979.  See also C. Alexander, Notes of  the Synthesis of  Form, 
Cambridge, Massachusetts, Harvard University Press, 1964 and N. A. Salingaros, A Theory of Architecture, Solingen, 
Umbau-Verlag, 2008. 
2 C. Alexander, The Nature of Order, Berkeley, California, Center for Environmental Structure, 2004. 
3  E. Tracada and  A. Caperna, ‘Complexity and Biourbanism: Thermodynamical Architectural and Urban Models 
integrated in Modern Geographic Mapping’, initially published end of April 2012 online in the Proceedings of the 
Theoretical Currents II Architecture and its Geographic Horizons Conference in Lincoln, UK, 4th-5th  April 2012.  This 
paper has been now published at:  www.biourbanism.org, 2013. 
148 
 
assembled together to generate the urban fabric as a whole (wholeness of the built 
environment) and as described in Alexander’s theory and fifteen principles of his 
Pattern Language, has direct impact to human beings, because of our sensory 
mechanisms responding well to both visual designs (surface) and tectonics (built 
structure).4 Human beings respond to scales and are used to perceive order via their 
senses as they explore and create urban space at the same time. 
 
It is obvious that perception through human senses means that order should be 
associated with beauty and well-being. Nikos Salingaros affirms: 
 
Every distinct civilization or different period in the past has left us a set of rules, 
usually implicit, that helps produce the ultimate ideal in beauty. Each set of rules is 
relevant to the ornamental tradition of a particular time, the availability of indigenous 
materials, the local climate, or an underlying religious ritual, and defines architectural 
forms that are beautiful. What is important is that these very different buildings and 
objects are seen as beautiful by most people today, who live outside the time and 
culture that produced them. This implies the existence of universal laws governing 
structural order.5 
 
The author wishes to make clear references to the theories and laws which regulate 
architecture and keep enriching and embellishing the built environment as a whole; 
she analysed materials that she carefully selected and examined during the latest 
workshops of Dance Architecture Spatiality in Vicence in July 2013 and especially 
she investigated on not separateness of  urban space along Corso Palladio street 
and Andrea Palladio’s view on perceived illusion of architecture in his Theatre in 
Vicence (work executed by his friend Vincenzo Scamozzi after Palladio’s death and 
according to his notes and sketches) 
 
Theories related to city behaviours and urban enactments 
 
We could find astonishing connections between the spatial visual elements of the 
theatrical stage and what our students and audience detected as spatial connection 
between them and the structural order along Corso Palladio during the Oedipus on 
the road student procession and spectacle on a very sunny Sunday in mid-July 2013. 
However there is a distinct difference between imagined urban space on a theatrical 
stage and the real scale of  an entire real street; this becomes apparent when we 
reflect on the three Laws of Structural Order according to Nikos Salingaros and 
 
4  C. Alexander, S. Ishikawa, M. Silverstein, M. Jacobson, I. Fiksdahl-King and S. Angel, A Pattern Language, New 
York, Oxford University Press, 1977. 
5 N. A. Salingaros, A Theory of Architecture, Solingen, Umbau-Verlag, 2008, p. 28. 
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also attempt to make a parallel connection with some of Christopher Alexander’s 
most important principles, such as boundary coherence and connected play of 
non-separateness of  architectural surfaces and patterns of  flows and behaviours 
of human beings during non-routine urban interactions. The students and their 
combined performances acted as mediation catalysts to demonstrate the factual 
Nature of  Order of  Christopher Alexander being concealed inside the perception 
processes of  scale that defines architectural harmony and beauty of  historical 
nature within a modern context. In addition the author should like to emphasise 
especially on her findings that show inclusivity in urban behaviours beyond balanced 
architectural and/or unbalanced performance visual tensions only; senses such as 
touching, smelling and hearing can immensely contribute on how we navigate and 
even enjoy urban drama. 
 
Urban  drama  intensifies  where  important  arteries/streets  converge  or,  vice 
versa,  from  where  arteries/streets  and/or  important  pathways  explode  and 
ramify themselves due to an eternal play of explosion or implosion of energetic 
paths of human flows.6  Along the important pathline of Corso Andrea Palladio, 
performing bodies of students in movement and passers-by, who were supressed 
by the performance, finally participated and acted together to accomplish rituals of 
everyday life along a memorable route by moreover recalling the first performance 
of Edipo Tiranno in Palladio’s Teatro Olimpico several centuries before. Although this 
is a path with such a long history of infinite actions and outbursts of patterns of life 
at all times, Corso Palladio still influences human beings’ emotions and motivates 
them to perform coherent and harmonious treads; all of a sudden bodies emerged 
from porticos and back street corners, danced, crawled, touched, sensed space 
and, although being blindfolded, felt attached to places which perhaps never knew 
before. Harmoniously moving bodies managed to describe a unique comprehensive 
spatiality in an exceptionally balanced way. 
 
Bodies simply followed historically preferential lines, along which mysticism and 
spatiality blended in an eternal drama of actions and interactions between human 
beings and inanimate built environment. Surrounding architectural surfaces and 
structural order motivated and triggered the emotions of actors and spectators along 
a long perspective view street, with its rearmost conclusion towards a gate; that is 
another important architectural element which is inversely described and included 
 
 
6  E. Tracada, ‘Design Codes and Design Language’ in K. Hatton (ed.) Design-Pedagogy-Research, Leeds 2007, 
Huddersfield, Jeremy Mills Publishing Ltd, 2008.   See also: E. Tracada &   A. Caperna, ‘A New Paradigm for 
Deep Sustainability: Biourbanism’ in Application of  Efficient & Renewable Energy Technologies in Low Cost Buildings and 
Construction Conference Proceedings, International Conference & Exhibition, 16-18 September 2013, Ankara-Turkey, 
Gazi University & University of South Wales, p. 367-381, 2013. 
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as a starting point instead in Vincenzo Scamozzi’s scenery towards the back of the 
stage of Teatro Olimpico. The story of Oedipus returning to Thebes was taken 
into the streets before reaching the Gate of entrance in the imaginary Thebes (near 
Piazza Castello) and final destination and solution of the connected play in which 
architecture and people are seen through the eyes of a soul rather than eyesight. 
The dancers/performers acted as mediators between human perceptions through 
illusion of mirrors in front of them that suddenly became beacons of directed light 
towards the surface of the Basilica and through one of Corso Palladio’s backstreet 
ramifications leading towards an important central piazza in front of the Basilica. 
 
All these acts mentioned above may validate several urban hypotheses which have 
been defended by authors, like Christopher Alexander, for example. Alexander 
guides us through the process and practice of  urbanism by means of  his fifteen 
principles. Along our students’ performance route, several of these principles were 
visibly reconfirmed, such as the supremacy of Alexander’s center, as seen not only 
in the recently named Piazza Matteotti, in front of the famous Palazzo Chiericati 
and the Teatro Olimpico, two of the major works of Palladio, but also in the 
enclosed large area behind the structure that hides the Teatro Olimpico stage, an 
internal illusion of a shortened visual version of an urban route too similar to Corso 
Palladio’s architectural and urban structure. A center, according to Alexander contains 
condensed energy from which dynamic paths start their progression to eternity to 
define self-repetition of fractal coherent developments of flows and pathways. 
Thus, by further referring to Corso Palladio, the author will also discuss Nikos 
Salingaros’ three laws of structural order with reference to actions and interactions 
between architecture at its best and intense human behaviours of performing actors 
and partaking casual audiences. 
 
As a matter of fact, Nikos Salingaros has tried to formulate a set of laws which 
could be easier to remember than Christopher Alexander’s fifteen properties. However 
Alexander’s idea of “wholeness” should be fundamental in our discussion; according 
to this author, “wholeness” is the “source of  the coherence which exists in any part of  the 
world”7. We should be able to understand how things belong together as an order, 
whether wholeness is in nature or inanimate artificial environment. Wholeness is 
related to lived qualities, such as beauty, wellbeing, vitality (bios) and life (being 
alive). Thus, Corso Palladio’s architectural statement indicates its wholeness as an 
important part of the urban fabric of Vicence by interlocking in a marvellous way 
with our students’ energetic performance in order to connect them with space, 
other people and sound. According to Nikos Salingaros’ interpretation of structure 
 
7 C. Alexander, The Nature of Order, 4 vols. Berkeley, Center for Environmental Structure, 2002-2005, vol. 1, p. 90 
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of  architecture and its three laws, the performance has attempted “an order on the 
smallest scale … by paired contrasting elements, existing in a balanced visual tension”8, such as 
pairing actors and spectators to create a strong alternating repetition of  positive spaces 
and local symmetries that showed good shape, deep interlocking and ambiguity, roughness in 
textures and echoes of  sound and reflections, at times getting intervals and voids set to be filled 
with gradients of  contrasting movements of  human bodies moving along the boundaries of  both 
sides of  Corso Palladio that lead towards the arch of  the ultimate act gate and, through which 
finally our Edipo (Oedipus, our student actor) was allowed to be carried in (a stunning act 
of entering the final center and the void beyond it.9   The final aim was to sense the simplicity 
of urban life and find inner calm via Oedipus’ return to its native city of Thebes. 
Finally the wholeness of the act proved the veracity of not separateness in human 
behaviours and surrounding architecture that echoes mostly Andrea Palladio’s 
geometrical patterns and multiple levels of scale.  In this paragraph, the author of 
this paper has summarized Alexander’s wholeness theory by interweaving its fifteen 
properties within the drama of the performance Dance Architecture Spatiality 2013; 
the intention is to show that nature, human life and artificial architecture always 
interact in not separateness in order to find “coherent geometric order”10, to establish “a form 
language by always striving for simplicity”11  and according to three structure-enhancing 
actions out of ten (described by Alexander in his table of 10 actions). We observed 
human behaviours in a real street and this was different from what might have 
happened in an enclosed and safe interior of a theatrical stage, such as in the Teatro 
Olimpico illusion of perspectives of streets during the first Oedipus King of  Thebes 
performance. In this theatre and on the stage, audiences are excluded and urban 
life drama cannot be represented in its entire not separateness of behaviours and acts. 
This is an incomplete act; wholeness is a fake, because the audience rests inactive 
and is not steered by a deep feeling of wholeness. There is no final solution, no final 
entrance to Thebes; that is the city, each actor’s destination in this connected play of 
urban engagement. 
 
 
Corso Andrea Palladio and students’ performance 
 
Corso Andrea Palladio got its name not only in honour of the famous architect, but 
it is also lined with many palaces that date back at least to the drafts of the master; 
some of them were completed and executed after Palladio’s death by others, like, 
 
8 N. A. Salingaros, A Theory of Architecture, Solingen, Umbau-Verlag, 2008, p. 30. 
9 The author of this paper has created a synthesis of almost all Alexander’s fifteen principles by focusing on Corso 
Palladio architecture, urban life and student performance. 
10 D. Seamon, ‘Christopher Alexander and a Phenomenology of Wholeness’, paper presented for a special session on 
Christopher Alexander, annual meeting of the Environmental Design Research Association (EDRA), Sacramento, 
CA, May 2007 and available at: www.arch/ksu/edu/seamon/ 
11 Ibid. 
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for example, Vincenzo Scamozzi who completed most of the works in the famous 
Teatro Olimpico and especially the scenery perspective. The straight main street 
runs along the former Roman Decumanus Maximus and runs through the centre 
from the Teatro Olimpico to the Piazza Castello. The Corso Andrea Palladio starts 
at the Piazza Matteotti, where two major works of Palladio can be seen: the Palazzo 
Chiericati that houses the Pinacoteca of Vicence today on the left and the Teatro 
Olimpico on the right (as we start ascending towards the main centre of Vicence 
and with direction towards the Castello Square). 
 
The students started moving from this lower part towards Piazza Castello and 
they performed various routines according to their training sessions indoors and 
outdoors. It was astonishing to see how they blended with their surroundings by 
creating contrasting patterns of movement against even unexpected reactions from 
spectators and surrounding cityscape with its own particular soundscape at times; 
the sounds of the city blended with students‘ singing. A particularly interesting 
choral interpretation of medieval ritual music filled Palazzo Trissino Baston’s 
courtyard, when a group of students lined up as a chorus and grasped the railings 
of the palace’s front gates. 
 
The procession/performance at times was divided into small team shows or individual 
rituals of exploration of materiality and spatiality of sculpture, architecture and life 
itself. They were experiencing especially architecture as “living”- that is, “an architecture 
in which every part, every building, every street, every garden is alive”.12  They departed from 
Piazza Matteotti and brushed along a series of  important Palladian to Baroque 
architectural emergences on the left and along the southern front of facades. They 
passed by: Palazzo Chericati, Casa Perecini Cremonese, Casa Calvani Pagello, Casa 
Trissino Menaldo, Palazzo Lonigo Curti, Casa Peretti, Palazzo Alidosio Conti, 
Palazzo Trissino Baston (headquarters of Vicence Town Hall today), Casa Binda, 
Palazzo Pojana Arrigoni Noventa (designed by Andrea Palladio in 1540 and inserted 
in the list of 23 Palladian monuments which are listed as humanity patrimony and 
heritage site of UNESCO). Then, by continuing uphill, they passed by Palazzo Roi, 
Palazzo Lampertico, Palazzo Loschi Zileri Dal Verme, Palazzo Braghetta Pagello 
Beltrame, Palazzo Bissari Malvezzi, Palazetto Capra and arrived at Piazza Castello. 
Instead along the northern front of Corso Palladio and always starting from Piazza 
Matteotti, the students passed by Casa Cogollo, Chiesa di Santa Corona, Palazzo 
Valmarana Negri, Chiesa di San Gaetano da Thiene, Palazzo Caldogno da Schio, the 
so-called “Ca d’Oro”(Golden House), Palazzo Tornieri, Palazzo Braschi Brunello, 
Palazzo Thiene, Palazzo Capra Clementi, Chiesa di San Filippo Neri, Palazzo 
 
12 C. Alexander, The Nature of Order, 4 vols. Berkeley, Center for Environmental Structure, 2002-2005, vol. 2, p. 2. 
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Savardo Brunialdi, Palazzo Thiene Bonin Longare and Palazzo Marchi to arrive at 
Porta Castello. 
 
It is evident that the entire Corso Palladio street is a prestigious heritage site and, as the 
students staged their performances, they also managed to point the attention along 
interlocking narrow pathlines, mainly pedestrian, that offer dramatic fragmented 
views towards other important Palladian architectures, such as the Basilica. Students 
used reflections of  daylight by rotating small size mirrors with both hands and 
pointed joggling beams of light upon a part of the façade of the Basilica; they lined 
up along a small street wall to hide from spectators walking around the piazza and 
in front of this important building. Architecture, life and performance were at their 
best under the brightest summer sunlight that gave life also to patterns of colours 
spreading from buildings and architecture into the streets and an urban animated 
life. It is worthwhile to watch clips and videos produced during this event that it was 
also picked by the Press and praised by authorities and citizens. 
 
 
The entire performance along Corso Palladio has been an unforgettable event for 
students, staff, and also citizens and visitors of Vicence on that particular day. It was 
an event full of dynamism and at times very emotional. For the author and observer, 
it was simply substantiating Christopher Alexander’s themes from his books Timeless 
Way of  Building (1975) and the Nature of  Order, especially volume 4, in which he 
depicted a cosmological picture, where all divisions between people and world, time 
and space, matter and consciousness, knowledge and experience are defined by an 
intense primordial plenum linked directly with varying intensity of life at specific 
regions of space. Alexander affirms that “life is inherent in space itself, and in which soul, 
or spirit, is inevitable part of matter, which shows through, as the curtain rends, in which not only 
people, but buildings … even window sills, have their own life and spirit too, as a real thing, which 
goes far beyond the mechanical world and is part of the nature of their existence”13. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
13 Ibid., vol. 4, p. 343-344. 
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